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Abstract
In his analysis of selfhood and repression, John Kucich
re-defines self-negation as a desirable state that "heightens
and vitalizes emotional autonomy, rather than suppressing it"
(2-3). Kucich examines repression in Victorian literature as
a deliberate and, at times, empowering trait for a character.
Although Kucich's study is limited to an application of his
theory to the works of Charles Dickens, Charlotte Bronte, and
George Eliot, an application of Kucich' s theory of self-
negation to Anthony Trollope's Eleanor Harding from The Warden
and Barchester Towers, and Alice Vavasor from Can You Forgive
Her? may provide a better understanding of these two
previously dismissed characters.
Eleanor, whose father, Rev. septimus Harding, is the
warden of Hiram's Hospital, is left in a rather precarious
position when her suitor, John Bold, accuses the hospital of
misappropriation of funds. In assuming and re-defining the
myth of Iphigenia, Eleanor is able to appropriate a vital role
in the novel's conflict. By allotting herself the role of
sacrificer, Eleanor sacrifices Bold's mission for social
reform and saves her father from further disgrace. Eleanor
prevents herself from being seen as a "reward" for Bold's
withdrawal by carefully withholding her affections. Despite
the many changes within the community, Eleanor is contentedly
placed in a powerful and protected position.
In Barchester TmoJers, Eleanor uses self-negation to
( 1 )
protect herself from Rev. Slope's and Bertie Stanhope's
marriage proposals. She develops a pattern of self-negation,
self-assertion, and withdrawal that protects her and allows
her control in situations where she may fall victim. In the
Rev. Francis Arabin, Eleanor finds someone who will suitably
match her self-negating disposition, while protecting herself
from more destructive alliances.
Throughout Can You Forgive Her?, Alice Vavasor
demonstrates the more violent aspects of desire as self-
negation. By applying Kucich's theory of self-negation and
repression, Alice's changes of mind may be read as a search
for the suitable marriage partner with whom she can fulfill
her self-negating desires. Under the Kucich' s theory, Alice's
changes of mind become deliberate and orderly actions, not the
frivolous and erratic decisions that several critics attribute
to her.
Self-negation allows Eleanor Harding and Alice Vavasor the
mobility with which they can maintain both autonomy and
authority over self.
( 2 )
Introduction
For nineteenth-century critics, Anthony Trollope held
the promise of being another William Thackeray; yet for
these critics that promise was largely unfulfilled.
Trollope's method of writing -- beginning early in the
morning before work, averaging approximately 250 words every
fifteen minutes -- was attacked as too mechanical. As early
as l860, critics cited Trollope's method as a matter of
contention. The Saturday Review, in l860, accused Trollope
of writing a novel "just as he might make a pair of shoes"
(32).' The publication of his autobiography less than a year
after his death nailed down the image of Trollope as a
mechanical writer. In his autobiography, Trollope describes
in detail how he wrote many of his works either early in the
morning before work, or as he travelled the English
countryside between assignments for the General Post Office.
Trollope explains that Barchester Towers, for example, was
primarily written on "a writing tablet [I made for myself]
. in a railway carriage" (78). Dubious assessments of
Trollope's literary career based primarily on this method
continued into the twentieth century. According to Henry
James, Trollope's unimaginative style disrupts the
believability of his fiction:
Certain accomplished novelists have a habit of
giving themselves away, which must often bring
tears to the eyes of people who take their fiction
seriously. I was lately struck in reading over
many pages of Anthony Trollope, with his want of
discretion in this particular matter. In a
( 3 )
digression, a parenthesis or an aside, he concedes
that he and his trusting friend are only making
believe. " (250)
Several critics after James, however, have given
Trollope's works a closer, more just analysis. Michael
Sadlier's 1927 work, Anthony Trollope: A Commentary, is
often credited with beginning this new turn in Trollope
criticism. Most critics no longer focus on Trollope as an
inferior writer, whose works are products of a literary
assembly line. Certainly there are some critics who uphold
James' view of Trollope as simple and inadequate, but a
recent surge in Trollope criticism strongly suggests
otherwise.
Ruth apRoberts cites Trollope's "easy style,"
especially in his earlier works, as causing critics to
downplay the complexity of Trollope's writings (21). It is
a style that has led critics such as John Kleiss and Walter
Kendrick to cite an ambiguity or indecisiveness in
Trollope's novels, a comment often used by them to undermine
the effectiveness of Trollope's novels. But as apRoberts
notes in her defense of Trollope, his style is deceptively
simple:
Because his prose is so easy to read, and because
it was produced on time, we think it must have
been easy to write. It is so simple and so clear
that we incline to slight it. He masters
complexity; he makes us forget the words while we
apprehend effortlessly the most tenuous delicacies
of nuance in psychology, or social situations of
the most extreme complexity. (22; apRoberts'
emphasis)
( 4 )
&Lili,
Also appreciating the simplicity of Trollope's works,
critics like Jane Nardin see what earlier critics dismissed
as indecisiveness, and define it as an unresolved friction
between ideals. While Nardin has chosen to focus on the
tension between Trollope's view of feminism and the
conventional social nineteenth-century view of the
nineteenth-century woman, some critics note a particular
ontology based on tensions. 2 Yet as developed in Trollope's
works, the basis for subjectivity is seemingly dislocated
or negated at times by the character in question.
critics often discover an element of vacillation in a
Trollope character, yet they continue to impose on the
character an analysis of selfhood based on the construction
of a unified self. Trollope's character, in turn, is
dismissed as being weak or ineffectual. We see this desire
to repress the self -- the desire for self-negation -- in
almost every novel, but in the earlier novels we witness
Trollope exploring the idea of self-negation more fully.
Two characters who follow a pattern of self-negation
are Eleanor Harding from The Warden and Barchester Towers
and Alice Vavasor from Can You Forgive Her? They remain the
two most interesting female characters in Trollope's novels,
not only because of their complexity, but because they are
the most unanimously slandered of Trollope's female
characters. 3 Eleanor is all but ignored in criticism dealing
with The Warden, and, when her character is addressed, the
( 5 )
discussion is haunted with remnants of Bradford Booth's
declaration that she is "altogether tedious" (44). In
criticism of Barchester Towers she fares no better; despite
recent feminist analyses, which strive to reconcile her
behavior by making it worthy of approval, Eleanor is
regarded as a ~ailing character, one who never seems to
fully achieve a satisfactory place in life. 4 Critical
reaction to Alice follows the same course. James' brusque
assessment of her when the novel was first published is
echoed in much of criticism addressing her changes of mind
in Can You Forgive Her?: "Can we forgive Miss Vavasor?" asks
James; "Of course we can, and forget her, too, for that
matter" (249).
Both characters are too often seen as being in some way
deficient. Ignored is the subtle complexity of both. If we
re-read the two characters outside traditional Freudian
psychology, both Eleanor and Alice may be understood a bit
better. Both can be read as examples of the repressive
self, not in the usual Freudian notion of a self which
automatically sublimates socially unsuitable desire to an
unconscious, but through John Kucich's reformulated theory
of self and repression, in which repression -- the movement
towards the goal of self-negation -- is the desire of the
self. Self-negation allows Eleanor to participate in the
conflict plaguing Barchester yet prohibits her from being
defined as a "reHard" of a sort of marriage deal. Self-
( 6 )
negation allows Alice to maintain autonomy over her self as
she makes her way to find a suitable means of fUlfilling her
desire for self-negation. SUbjectivity based on self-
negation allows both of them certain a leeway, one that we
may suspect would not have been opened to them otherwise.
( 7 )
Deconstructing the Self: Desire as Self-Negation
In the first volume of The History of Sexuality, Michel
Foucault revises the standard notions of Victorian
repression. Rather than studying the source of repression,
Foucault, in his analysis of sex and the discourse of
sexuality, speculates on why we have assumed repression as
the basis for sUbjectivity: "Why do we say with so much
passion and so much resentment against our most recent past,
against our present, and against ourselves, that we are
repressed?" (8-9). A repression of sex, Foucault concludes,
does not result in "a renunciation of pleasure or a
disqualification of the flesh, but on the contrary an
intensification of the body.
"
(122-123) • Socially,
this repression and consequent heightening of sexuality
~
result in a new "political ordering of life, not through an
enslavement of others, but through an affirmation of self"
(123) . For Foucault, repression becomes the very basis for
selfhood. It is this axiom of repression as the means of
subjectivity that several Victorian literary scholars have
used in formulating their own theses of Victorian
subjectivity. Two of the most current such studies of
selfhood and repression in the Victorian novel are Nina
Auerbach's Private Theatricals and John Kucich's Repression
in Victorian Fiction.
Using nineteenth-century dramas, fiction, and non-
fiction, Auerbach sets forth the premise that despite the
( 8 )
victorian abhorrence of theatricality, it becomes the
primary means of identifying selfhood. Theatricality for
Auerbach "connotes not only lies but a fluidity of character
that might be inherently unstable" (4). The nineteenth-
century life becomes filled with subversive performances,
according to Auerbach, with the persona "becoming a
multiselved specter, presenting itself, like a ghost in all
its ambiguous visual significance" (43). For Auerbach, the
natural self is repressed, becoming instead expressed in
theatrical performances. 5 Only at the time of death is the
self, having followed a pattern of negation, unified:
Most of us imagine death as a negation,
obliterating hope and consciousness forever, but
victorian death scenes embrace it as a final
source of the integration lives promise and deny.
If life cannot realize us, dying must, for there
is nothing beyond. (90)
While her study provides a thorough application of her
thesis on Victorian fiction, drama, and non-fiction,
Auerbach's insistence on a clear-cut, linear unfolding of
experience places the inherently instable self in an almost
static environment -- a non-deviating sequential outline.
Also, Auerbach's emphasis on the social influence on
theatricality seemingly ignores the individual's power over
theatricality as a conscious, deliberate movement.
John Kucich, however, in his study of repression and
selfhood in Repression in Victorian Fiction, identifies
self-negation not as the consequence of a social condition,
but as the actual desire of the individual.
( 9 )
Dismissing
Freudian readings of Victorian repression as an unconscious
resistance that simply deflects or censors desire, Kucich
draws upon Foucault's notion of repression as an affirmation
of selfhood. Based on his identification of desire as self-
negation, Kucich reconstructs repression, formally defined
as "the sense of a self-conflictual, self-divided
interiority that withdraws from the spheres of action and
speech," as a deliberate and conscious act that fulfills
the self's desire for self-negation and "heightens and
vitalizes emotional autonomy, rather than suppressing it"
(2-3) .
Kucich organizes his theory of desire as self-negation
around a reformulation of Freud's model of the libido, which
defines the libidinal drive as one towards a tensionless
state of equilibrium, and a restatement of Georges
Bataille's theory of desire, which states that a disruption
of the unified self is the means of reaching that state of
equilibrium. 6 For Kucich, self-disruption becomes organized
through "images of experience" (21). In victorian fiction,
repression becomes the experience through which desire is
fulfilled. Repression produces "the luxurious waste of
emotional energy in self-conflict, a violation of self-
coherence, and the emotionally extravagant sacrifice of the
self" (23).
Kucich's theory of repression provides a basis for
insight into both Eleanor Harding and Alice Vavasor. Both
( 10)
f
characters continually move toward self-sacrifice: Eleanor
in her assumption of the Iphigenia myth in The Warden and in
her uncharacteristic outbursts in Barchester Towers, and
Alice in her recurring changes of mind. Both characters,
Eleanor through her use of repression and Alice through her
fluctuations, sustain selves based on these self-negating
tendencies.
(11)
The Empty Altar at Aulis: Eleanor Harding in The Warden
Although she appears in five of Trollope's Barsetshire
novels, Eleanor Harding is given a primary role in The
Warden, the opening novel of series, and in Barchester
Towers, the second novel of the chronicles. She is
introduced in The Warden as the 24-year-old daughter of the
Rev. Septimus Harding, the newly named Warden of Hiram's
Hospital. Eleanor's love for John Bold, the young reformer
who questions the legitimacy of Harding's income as warden
of the hospital, places her in the delicate situation of
divided loyalty. In Barchester Towers, Eleanor's loyalties
are again similarly divided. But Eleanor's roles in each of
these novels have often been dismissed by critics. Hugh
Walpole, in one of the earliest full-length studies of
Trollope, blasts Eleanor as "Trollope's most tiresome
heroine . [She] cries and sobs her way through The
Warden until we wonder that she is not, like Lewis Carroll's
Alice, almost drowned in her own tears" (46).7 Her roles in
these novels, however, is not one solely based on the
emploYment of tears. In The Warden, Eleanor is granted,
through her deliberate use of repression and self-negation,
access to the central conflict of the novel while
maintaining a sense of self-autonomy.
The critical application of Freud's concept of
repression and selfhood, with regard to victorian
repression, has caused many critics to harshly judge self-
(12)
sacrificing characters such as Eleanor. 8 Attempts to
pinpoint Trollope's attitude towards women and to link it
somehow with self-negation and the social climate of the
nineteenth-century women's movements further fog the issue
of repression and selfhood in Trollope's novels. 9 such
attempts to unite disparate issues have created reductionist
readings of Trollope's heroines. David Aitkens, for
example, dismisses self-sacrificing behavior as a socially
expected and affirmed trait for the Victorian female
character:
[W]oman is compelled by her very nature to occupy
the roles allotted by her mid-victorian convention
. It is also women's nature to be disposed,
apparently by very instinct, to minister to
others. [Trollope's] women are always
conspicuously attentive to the creature comforts of
the men they love. (418-420)
Ignoring the obvious flames that Aitkens' comments would
stir in the feminist heart, I am more concerned with
pointing out that Aitkens' ideology of selfhood forces
specific limitations on the development of self, limitations
that are seemingly in conflict with the common ideals of
selfhood as an intrinsically individualistic mechanism. As
described by Aitkens, Trollope's women are limited to the
social requirements of selfhood and are released from
conscious responsibility or liability of self. 1o Other
critics, specifically J. Hillis Miller and Ruth apRoberts,
also have focused their analyses of the Trollopian self as a
construction achieved through the designs of society.
(13)
Miller concentrates his studies on the exclusivity of
the self realized "in [its] relations to other people"
(124). For apRoberts, the notion of a "new ontology," one
which allows for the flexibility of mixed motives, creates a
self based on the fundamentally decentralized notion of
"shifting social situations" (265-66). In a later article,
"Trollope and the zeitgeist," apRoberts places the
conception of self beyond the sphere of interiority:
To know himself [one] must act in a variety of
circumstances, react with a variety of persons,
test the possibilities of enabling institutions
and must make his moral self in response to
ambiguous and demanding situations. (271)
Yet John Kucich's focus on the individual's movement against
the collective identity, a movement he identifies as
dominant in the 19th-century, can also provide a basis for a
study of sUbjectivity. The establishment of the subjective
identity, argues Kucich, is grounded in a "systematic
deflection of desire away from a collective identity" (24;
emphasis added). In readings of Victorian repression as "a
form of social duty," Kucich finds a stronger manifestation
of repression as "the boundary of individual consciousness
and interiority" (27). According to Kucich:
victorian repression, as a model of desire,
promises intense emotional upheaval, but it tries
to deny the openness of that upheaval to anything
that lies outside the self. (27)
An individual's effort to withhold that "emotional upheaval"
from the pUblic sphere is reflected, Kucich argues, in
literature's grm.;ing "distrust of collective life" (29).
(14)
Considering the issue of sUbjectivity in the realm of
the interior is particularly valuable in the world Of
Trollope's novels. In many of his novels, Trollope depicts
the workings of an homogenous group -- be it a community of
clergy in Barsetshire, a town of Irish landowners, or a
cross-section of England's political aristocracy -- but
underlined throughout the novels is a subtle distrust of the
group." Only a few critics, however, have concentrated on
the individual character and the notion of the Trollopian
selfhood as based primarily on interiority.'2 Eleanor, for
example, is quickly dismissed by critics who continue to
base their method of study on the traditional Freudian
models of repression and on the notion that the perception
of the public sphere defines the self.
Yet Eleanor's self-effacing behavior is a pattern of
behavior that can be considered as consciously developed and
chosen by Eleanor. She is not so much the weak character
she is often pronounced to be, but is a manipulator of self-
negation.
Her relationships with both Bold and Harding allow
Eleanor two formal channels through which her desire for
anonymity is fulfilled. with her older sister Susan married
to the Archdeacon Grantly, and with her mother dead for many
years, Eleanor is left to live alone with her father. As
the younger daughter and as the only child remaining at
home, Eleanor seems to remain passively in the background of
(15)
the family. But this passivity is countered by the
prominent position she maintains in the household as
Harding's primary companion, and later, when the dilemma of
the hospital wardenship explodes, as his confessor.
Eleanor's devotion to her father is seen in her singular
sense of attachment to him. So extreme is her denial of
self that Eleanor uses her father as a barometer of proper
morality:
"I shall always jUdge my father to be right, and
those who oppose him I shall jUdge to be wrong.
If those who do not know him oppose him, I shall
have charity enough to believe that they are
wrong, through error of jUdgment; but should I see
him attacked by those who ought to know him and to
love him, and revere him, of such I shall be
constrained to form a different opinion." (87)
Yet her prominent position, coupled with her intense
attachment, provides Eleanor a certain dominance over
Harding. Early in the novel, for example, despite Grantly's
very vocal distrust of Bold, Eleanor is able to gently
persuade her father "that it would be both unjust and
injUdicious to banish his young friend," Bold, because of
his political views (16; emphasis added). Eleanor is able
to deflect any attention to her feelings for Bold and
manipulate her father's long-standing sense of justice in
order to maintain Bold's respected status in the household.
The episode serves as an example of how Eleanor can withdraw
self-interested longings and manipulate both rhetoric and
the idiosyncrasies of others, while prohibiting any
penetration of her emotional autonomy.
(16)
Eleanor continues to
affirm a desire for self-negation through her resistance of
Bold. Despite her apparent love for Bold, of which both
Harding and Eleanor's sister Susan are aware, Eleanor has
not yet "owned to herself how dear to her the young reformer
is" (16). Her denial holds the primal function of
supplementing and heightening the self-negating desire
created by Eleanor's relationship with her father. Although
her dismissal of Bold leaves her "in anything but a happy
state of mind," Eleanor maintains her distance from Bold
and, thereby, maintains a heightened sense of self-negation
(87) . It is the tension between being a selflessly
devoted daughter, withdrawn from the ecclesiastical
community surrounding her, and a woman in love with Bold
while denying that love, that maintains Eleanor through the
early part of The Warden. The tension is based on a
complete withdrawal of self. Complications begin when
Bold's accusations about the validity of the wardenship take
on a more public nature and become an issue in The Jupiter.
The emergence of the conflict on such a sphere, beyond the
control of Bold, Harding, or even Eleanor, causes the
participants more powerful and amplified distress than
previously experienced. For Eleanor, however, the pUblic
emergence of the conflict endangers her channels of
negation, since it troubles both Harding and Bold, and
threatens her neatly worked channels \vith penetration by the
public sphere. Furthermore, Eleanor, caught between Bold
(17)
Bold's daring accusations, becomes estranged from her
father's sorrow by his own closed-mouthedness on the issue:
And Eleanor was again banished from her father's
sorrow. Ah! her desire now was not to find him
happy, but to be allowed to share in his sorrows;
not to force him to be sociable, but to persuade
him to be trustful. (130)
Attempts to "force [Harding] to talk" do work to some
degree, and Harding finally tells her "with unsparing detail
of circumstance . all that he wished, and all that he
could not do" (132, 136). Harding's confession underlines
the passivity of his position:
He repeated those arguments of the archdeacon, not
agreeing in their truth, but explaining his
inability to escape from them . .. They spoke
together of the archdeacon, as two children might
of a stern, unpopular, but still respected
schoolmaster, and of the bishop as a parent as
kind as could be, but powerless against omnipotent
pedagogue. (136)
Upon hearing her father's confession of his own weakness,
Eleanor refuses to remain in the passive pose her father has
chosen; she decides, instead, to rescue him through the only
means natural to her, "self-sacrifice" (138). As she lies
in bed she maps out her method:
She would herself personally implore John Bold to
desist from his undertaking; she would explain to
him her father's sorrows, the cruel misery of his
position; she would tell him how her father would
die if he were thus dragged before the public and
exposed to such ignominy; would appeal to his old
friendship, to his mercy, to his manliness, to his
mercy; if need were she would kneel to him for the
favour she would asked; (138)
Assuming the position of the mythical Iphigenia, the
sacrificed daughter of Agamemnon and Clytemnestra, Eleanor
(18)
pledges to "show to that kindest, dearest of parents how
much she was able to bear for his good" (139). As a self-
identified Iphigenia, Eleanor plans carefully to avoid
seeming John's "reward" for decid~ng to revoke his charges,
since "there would be no sacrifice in that" (138).
Eleanor's use of the classical myth of Iphigenia and
the biblical myth of Jephthah's daughter is a clever
revision of both traditional stories. The entire chapter in
which Eleanor assumes the mythic identities, a chapter
appropriately titled "Iphigenia," becomes an exercise of
self-deconstruction. For William Cadbury, the classical
illusions are seen as simply a comedic device used by
Trollope to expose Eleanor's ineptitude and futility.13 But
within the chapter Eleanor performs the two major maneuvers
that bring about the resolution of the novel's conflict.
A careful analysis of the myths shows that Eleanor
assumes the roles under very qualified terms. In both
stories, the father is r~sponsible for sacrificing his
daughter, while the daughter remains oblivious to the
situation: Iphigenia is sacrificed in order to gain
favorable winds for Agamemnon's becalmed fleet, and
Jephthah's daughter is sacrificed as a result of Jephthah's
rash pledge to sacrifice the first member of his household
to greet him upon his arrival horne, in exchange for a
favorable outcome in his battle with the Ammonites.'4
Eleanor appropriates and revises these myths by making
(19)
herself both the sacrificial victim and the one who
sacrifices. Neither Iphigenia nor Jephthah's daughter had
any power in her sacrifice; however, Eleanor not only
promises the sacrifice, but tries to set herself out to be
the object to be sacrificed. She blatantly takes on the
roles of Agamemnon and Jephthah as well as the roles of the
sacrificed daughters.
Early in the chapter, Eleanor has established herself
as both the sacrifice and the sacrificer. She deliberately
takes on the public role of the sacrificed daughter,
Iphigenia, and she is the one who plans and "performs" the
sacrifice. Yet these self-negating roles also serve another
function: as a means of achieving a more effective role in
the story's conflict. In fact, one may argue that Eleanor
,~
uses self-sacrifice as a powerful tool. Although
"sacrifice" is the only means she knows she may use to help
her father, Eleanor never achieves the full status of the
sacrificed Iphigenia. We are told at the end of chapter
eleven that there is "no sacrifice at Aulis" (154).
The "gods [awaiting] their promised sacrifice,"
however, can perhaps look at Bold as their offering (153).
The end of chapter eleven reminds us that Eleanor is
triumphant in every regard: she wins a promise from Bold to
renounce his campaign, and she wins Bold as her lover.
Bold, on the other hand, must withdraw his accusations
against the wardenship. He promises "that he would at once
(2 0)
abandon" his case against Hiram's Hospital and would "use
his best influence to prevent any further personal allusion
to Mr. Harding" from appearing in The Jupiter (153). Bold
becomes the initiator of a crusade that causes much
disruption, but which delivers little of what it promises.
Bold is further incorporated into the role of the sacrificed
victim by his elimination from the future Barsetshire
novels. As we learn in the next Barsetshire novel,
Barchester Towers, Bold dies unexpectedly, making his
appearance in The Warden the only appearance.
Eleanor, on the other hand, gains much more than anyone
else, including Bold and Harding, in the novel: she is able
to insure the protection of her father's character, and she
insures Bold's love and loyalty to her. By considering
Eleanor's manipulation of the mythological narratives as a
conscious revision -- in playing both the sacrifice and
sacrificer -- we can perhaps speculate that among Eleanor's
motives is the possible intention to make Bold the sole
sacrificial offering and that she is in fact the deity
demanding the sacrifice. Self-negation, Eleanor shows, can
become a means of self-assertion.
Eleanor's refusal to submit to Bold is also seen as a
means of asserting self. On the surface, a surrender to
Bold would border on the whorish: the exchange of sexual
favors for charges dropped. Eleanor cannot allow that.
Also, by refusing Bold, Eleanor is showing that she is the
(21)
one who sets the rules and who can, therefore, when the time
comes, break them when she is justified. The refusal
essentially acts as a wall between Eleanor and Bold, keeping
them at a distance, until Eleanor deems it right to accept
him.
Throughout the novel the narrator attempts to interpret
Eleanor's endeavors to free her father from the accusation
as self-sacrificing behavior. Reminders such as "Eleanor
was certainly thinking more of her father than herself"
however, lose their force because they are buried among the
more convincing comments about Eleanor's motives (144). The
description of Eleanor's behavior when Bold unexpectedly
arrives deflects these narratorial promises merely as
comedic winks of an eye:
Eleanor was certainly thinking more of her father
than herself, as she arranged her hair before the
glass, and removed traces of sorrow from her face;
and yet I should be untrue if I said that she was
not anxious to appear well before her lover; why
else was she so sedulous with that stubborn curl
that would rebel against her hand, and smooth so
eagerly her ruffled ribands? why else did she damp
her eyes to dispel the redness, and bit her pretty
lips to bring back the colour? Of course she was
anxious to look her best, for she was but a mortal
angel after all. But had she been immortal, had
she flitted back to the sitting room on a cherub's
wings, she could not have had a more faithful
heart, or a truer wish to save her father at any
cost to herself. (144-145)
The hyperbolic tone used to remind readers of the extreme
sense of duty that Eleanor feels further establishes the
self-preserving tone that Eleanor's action possesses. This
tone in the narration seems to recognize the power of self-
(22)
tone in the narration seems to recognize the power of self-
negation in Eleanor's actions. There is no sacrifice at
Aulis because EleanorjjIphigenia is not sacrificed -- Bold
is.
For Eleanor, self-sacrifice offers a dual movement.
Eleanor creates the illusion of being sacrificed, a role
that manifests her desire for self-negation and that allows
her access to Bold; but the assumption of a sacrificed
figure is also used by Eleanor as a self-asserting device, a
means to achieve a more effectual role in the wardenship
debate.
The ecclesiastical world of The Warden continues to
burrow its way through the logistical conflict. Legal-guru
Sir Abraham Haphazard arrives and Harding resigns from
Hiram's Hospital. Eleanor, a character removed from both
the ecclesiastical society and Bold's socially conscious
world, has essentially resolved the conflict of the novel by
the end of chapter eleven, however. Eleanor orchestrates a
delicate play between self-sacrifice and self-preservation,
and thus controls and maintains autonomy over the fate of
her own self. Her decision to take Bold as her lover and to
marry him is made after he has sworn to abandon his
campaign, and ultimately, acts as a sort of confirmation of
his allegiance to her. Following her visit with Bold,
Eleanor feels "imposed upon. . not unhappy, and yet she
did not feel not triumphant" (156). Her emotions are
(23)
Bold would have placed her in the mythical realm of
Iphigenia and Jephthah's daughter (156). Eleanor is no
victim. She exists at the end of The Warden as she existed
at the novel's beginning: comfortably secured in
relationships that will allow her to practice her desire for
self-negation and confident enough in her position in the
male-dominated ecclesiastical world of Barchester to defend
her place in it.
(24)
HM "
Self-Negation and the Marriage Market: Eleanor Harding in
Barchester Towers
The second of Trollope's Barsetshire Chronicles is
Barchester Towers. Trollope revives many characters from
The Warden and addresses primarily the ecclesiastical
conflict between the conservative or High Church faction and
the evangelical or low-church strain of the Church of
England in this second chronicle. The opening question put
forth by the title of the first chapter "Who Will Be The
New Bishop?" is quickly answered by the arrival of the
newly appointed Bishop Proudie, his manipulative wife, and
the politically ambitious and incessantly sycophantic Rev.
Slope. At once the novel reveals a web of political and
conventional conflicts: the rush of suitors for the now
widowed Eleanor, the politically loaded conflict between the
high-church traditionalists, represented by Archbishop
Grantly, and the evangelically inclined Mrs. Proudie and
Rev. Slope, the power struggle between Mrs. Proudie and Rev.
Slope for influence over Bishop Proudie, and the
confrontation between the worldly yet "heartless" Stanhopes
and the fiercely traditional inhabitants of Barchester.
Within the frame of these conflicts, Trollope dexterously
weaves in the introduction of secondary yet engaging
characters, such as the haggard Rev. Quiverful with his
fourteen children and his ever-determined wife and the
historically misplaced yet harmless Thornes. Trollope also
(25)
brings back as the moral anchor of the novel, Rev. Harding.
Keeping the focus on Eleanor, and her manipulative play
of self-negation and self-assertion, however, we see that
she becomes a better master of her art in this novel. In
Barchester Towers, Eleanor steadily fluctuates between the
tensions of self-negation and self-assertion, but this time
the focus of her fluctuations is a means by which she is
able to control her status in the marriage market game and
become "the priestess" of Barchester.
Eleanor in Barchester Towers, like Eleanor in The
Warden, is systematically dismissed by most critics. 15 She
is rejected by James Kincaid as being essentially void of
any essential self-knowledge, and as being "morally stupid"
and "sloppy and sentimental" (610-11). Eleanor's actions,
partiCUlarly her well-timed outbursts, set against her
relatively passive deposition, are read by several critics
as cues of merely childish stubbornness. 16 As in criticism
dealing with The Warden, critics of Barchester Towers have
restricted their analyses of subjectivity in Trollope's
characters to the social or some unconscious sphere within
the individual. Critics, such as Kincaid, base their focus
on Eleanor's self-identification and behavior on an
instinctual capability, a seemingly static construct of the
self achieved through instinct:
The standards [of moral behavior] are there; but
they are made more difficult to define; most of
all there is less communal agreements on what they
are. But they are dependent on codes which are
(26 )
2
not to be defined by situations. The test is
whether one has the proper instincts and
sensitivity to behave, say, with honesty in an
extremely difficult situation. ("Novels" 12)
An application of Kucich's re-structured theory of
repression serves to identify the conflictual elements in
Eleanor Bold, as portrayed in Barchester Towers, and
demonstrates how the manipulation of self-negation can
benefit Eleanor's selfhood.
Eleanor's selflessness has often been misread by
critics. william Cadbury, in his article, "Character and
Mock Heroic in Barchester Towers," labels her as "flat" and
"static":
In a workable though improbable analogy, like King
Oedipus, she finds her pride is beaten out of her
character all along, and unlike King Lear, she
does not find her character changing to fit her
circumstances. (513)
Kincaid's original dismissal of Eleanor as "morally stupid"
is enlarged by his interpretation of the ivy-plant images
that surround Eleanor as simply a "clinging and deadly
element in Eleanor" ("Nature" 609). Jane Nardin, in both
her book He Knew She was Right: The Independent Women in
Anthony Trollope and her article "Conservative Comedy and
the Women of Barchester" attempts to free Eleanor from these
dismissals. Nardin identifies Eleanor as an intelligent but
"misguided" women in her desire to become identified as
something more than the angel of the home (383). "[Eleanor]
makes her mistake," ",rites Nardin, "in assuming that she has
the capacity to become something more" (383).
(27)
The desire for anonYmity is a trait in Eleanor
displayed in The Warden. Her introduction in Barchester
Towers re-establishes her position as a passive and
withdrawn character, but here, in this second chronicle, her
self-sacrifice is represented as a more organic and
permanent state, a sort of in-born naturalness:
Hers was one of those feminine hearts which cling
to a husband, not with idolatry, for worship can
admit of no defect in its idol, but with the
perfect tenacity of ivy. As the parasite plant
will follow even the defects of the trunk which it
embraces, so did Eleanor cling to and love the
very faults of her husband. She once declared
that whatever her father did should in her eyes be
right. She then transferred her allegiance and
became ever ready to defend the worst failings of
her lord and master. (I 14)
John Bold's premature death, eliminating one of her primary
channels for self-negation, might have left Eleanor in a
limbo-like state; however, the birth of her son, a new John
Bold, re-establishes Eleanor's channel for a fusional
organic state, and her allegiances are at once transferred:
By degrees, however, her heart became anxious for
another object, and before its birth the stranger
was expected with all the eagerness of a longing
mother. Just eight months after the father's
death, a second John Bold was born and if the
worship of one creature can be innocent in
another, let us hope that the adoration offered
over the cradle of the fatherless infant may not
be imputed as a sin. (I 15)
Eleanor's primary role in the novel is as the object of
three marriage prospects: by Slope, Bertie Stanhope, and the
newly named pastor of st. Ewold's parish, Francis Arabin.
Directed to two of the three suitors are Eleanor's
(28)
uncharacteristic emotional outbursts, followed by
withdrawals to a more solitary state. By analyzing
Eleanor's displays of anger, the conditions under which she
erupts emotionally, and her need to withdraw after each
display, we can see each episode not only as a means by
which Eleanor chooses a suitor, but also as a deliberate
attempt to preserve a semblance of self-autonomy.
The first occasion for Eleanor's anger occurs when Dr.
Grantly, fearing the development of her relationship with
Slope, openly suggests that Eleanor allow herself to be
guided "'by the advice of those who are [her] friends'" (I
169). At Grantly's direct suggestion of the possibility of
her marrying Slope, Eleanor reacts with increasing anger, so
much anger that she is left speechless:
Not being favourites with the tragic muse, we do
not dare to attempt any description of Eleanor's
face when she first heard the name of Mrs. Slope
pronounced as that which would or should or might
at some time appertain to herself. The look, as
it was, Dr. Grantly would not soon forget. For a
moment or two she could not find the words to
express her deep anger and deep disgust and indeed
at this conjuncture words did not come to her very
freely. (II 21)
Grantly goes further to manipUlate Eleanor's relationship
with her family in order to force her into abandoning her
friendship with Slope:
"You are, of course, your own mistress, and much
as we both must grieve should anything separate
you from us, we have no power to prevent you from
taking steps which may lead to such a separation.
If you are so willful as to reject the counsel of
your friends, you must be allowed to cater for
yoursel ~_ ~. . Is it worth your while to break
(29)
away from all those who you have loved -- from all
who love you -- for the sake of Mr. Slope? .
You must choose between your sister and myself and
our friends, and Mr. Slope and his friends. I say
nothing of your father, as you may probably
understand his feelings better than I do."
(II 20-21)
Angered, Eleanor dismisses the archdeacon's warnings and
leaves:
Eleanor blushed deeply, for she felt she was
charged with improper conduct . . She was far
too angry to humble herself before her brother-in-
law. Indeed, she had never accustomed herself to
be very abject with him, and they had never been
confidential allies . . "I do not accuse
myself of doing anything that my friends should
disapprove . . As you do not approve of what I
say, Dr. Grantly, I will with your permission
leave you and papa together," and so saying she
walked slowly out of the room. (I 169-70)
While her gesture is comparatively mild, it is the first
example of Eleanor's asserting herself. It is also the
moment when Eleanor begins to set the pattern of self-
preservation. These moments of passion in Eleanor occur
when others, led on by her passivity, verbalize their
attempts to manipulate her. Despite her desire for
sacrifice, Eleanor show that she will not allow herself to
be manipulated by others. In the following instances,
Eleanor, maintaining the pattern set in this first episode,
responds to the offers of her three suitors.
The first to consider Eleanor as a possible spouse is
the Rev. Obadiah Slope, chaplain to the new Bishop of
Barchester. An ardent evangelical, Slope is introduced as
having a stark, severe perspective on life and religion:
(3 0)
His aversion is carried to things outward as well
as inward. His gall rises at a new church with a
high pitched roofi a full-breasted black silk
waistcoat is with him a symbol of Satani and a
profane jest-book would not, in his view, more
foully desecrate the church seat of a Christian,
than a book of prayer printed with red letters,
and ornamented with a cross on the back. (I 28)
Politically, Slope is ambitious to climb the ranks of the
ecclesiastical community, "stoop[ing] to fawn" if the
occasion required (I 27). Proudie's promotion to bishop
allows Slope the opportunity to "in effect be the Bishop of
Barchester" (I 27). Physically, Slope is described as being
almost lifeless with hair that is "lank, and of a dull pale
reddish hue" (I 29). His eyes possessed "an anathema lurking
in the corner ... II (I 28). His features, broad and
awkward, are seemingly dulled by the "grease" and the
"clammy perspiration" that is exuded from his "somewhat
spongy, porous appearance" (I 29).
Metaphorically, Slope can be equated with a serpent:
surreptitious and potentially evil. But within this metaphor
is an element that is a bit more ominous. Given the
clamminess and slickness of Slope's features, Slope
resembles a leech-like creature. This appearance and his
practice of attaching himself to those in power for his own
benefit, suggest an almost parasitical quality. His later
attempt to unite himself with Eleanor to benefit from her
fortune fits in with Slope's leech-like image. '~ith his
severe evangelical proclivity, and his viscid looks, Slope
becomes identified as a parasite.
(31 )
Slope sets his sights on Eleanor early in Barchester
Towers. Having been left with a considerable fortune by her
late husband, Eleanor becomes an easy prey for the
parasitical Slope. While plotting his maneuvers to secure
the newly opened deanship for himself, Slope realizes that a
marriage with Eleanor would serve to "repair any
dilapidations and curtailments in the dean's
stipend .
"
(II 55). with overt maneuvers, Slope
begins to bid himself to Eleanor without a hint of remorse:
His conscience had not a word to say against his
choosing the widow and her fortune. That he
looked upon as a godly work rather than otherwise;
as a deed which, if carried through would rebound
to his credit as a Christian. On that side lay no
future remorse, no conduct which he might probably
have to forget, no inward stings. (I 137)
It is at the Thorne's gathering at Ullathorne that Slope
decides to propose to Eleanor. Assuming an intimacy with
Eleanor, Slope moves forward with an "outward demonstration
of [his] affection":
"Sweetest angel, be not so cold," he said, and as
he said it the champagne broke forth, and he
contrived to pass his arm round her waist. He did
this with considerable cleverness, for up to this
point Eleanor had contrived to keep her distance
from him. (II 144)
Eleanor responds accordingly with "a box on [his] right ear"
(II 144). It is the most violent reaction from the passive
Eleanor, but, as the narrator notes, "the provocation was
too much for her, the temptation to instant resentment of
the insult too strong" (II 145). Eleanor shows in this
episode that attempts by others to force upon her an
(32)
alliance which will forcibly place her in a dependent
position will be met with resistance.
Eleanor's involvement with Bertie Stanhope begins in
very much the same way her relationship with Slope does:
Eleanor passively accepts the familiarity of Charlotte and
her brother. Bertie is introduced as lacking all desire and
"principle which should have induced • . him to earn his
own bread" (I 78). As a result of his disinclination to
focus on a single career as a living, Bertie ends up living
out various lives: an Anglican seminarian, a barrister, an
artist, a Jesuit missionary, and a convert to Judaism.
This early description of Bertie establishes him as one with
a diffused perception of self. Like the "drone" that he
desires to be, Bertie lives his life by the work of others
(I 81).
Physical descriptions also contribute to Bertie's image
of a decentralized self. Within the description of Bertie
are fused both feminine and masculine aspects:
His light hair was very long and silky, corning
down over his coat. His beard had been prepared
in holy land, and was patriarchal. He never
shaved, and rarely trimmed it. It was glossy,
soft, clean, and altogether not unprepossessing.
It was such, that ladies might desire to reel it
off and work it in to their patterns in lieu of
floss silk. His complexion was fair and almost
pink, he was small in height and slender in limb,
but well-made, and his voice was of peculiar
sweetness. (I 80)
Bertie is almost boundless: a chameleon-like character who
can at an instant change his point of sUbjectivity. He frees
(33)
himself from any role that would require an adherence to a
particular social constraint; this freedom, along with his
lack of "principle," "regard for others" or "self-respect"
make Bertie one of the most unregulated characters in
Barchester Towers (I 81).
Bertie's proposal to Eleanor also occurs at the
Thorne's gathering, after Slope's attempted proposal. Like
Slope's motive in wooing Eleanor, Bertie's motive in
marrying Eleanor is to gain control over her fortune to
alleviate his heavy debts. But unlike Slope, Bertie's
motivation is supplied totally by his sister, Charlotte. In
fact, Bertie is virtually indifferent to the proposal,
admitting that it was Charlotte who coerced him: "She wants
me to marry you," Bertie declares; Bertie later admits
that he and his sister were not of "one mind on the subject"
of his marriage to Eleanor (II 168, 169).
Although he confesses his role in Charlotte's scheme to
induce Eleanor into marriage, Bertie earns a greater sense
of self-autonomy. He withdraws from making any formal
declaration, and arranges for her a journey back to
Barsetshire without him. In a move remote from the "drone-
like" attitude associated with him, Bertie "did not care to
have his debts paid at so great a sacrifice of himself" (II
171). The narrator's comment may be considered as ironic,
for Bertie, who lives off of others, has little to
sacrifice. But it may also be read as a sign of Bertie's
(34)
determination to maintain an ultimately autonomous position.
There are perhaps several reasons why Bertie should
refuse marriage as a condition of financial stability. The
first reason recalls Eleanor's refusal to immediately accept
Bold in The Warden; in accepting marriage as a condition,
-,
Bertie would be placing himself in "debt" with Eleanor. As
her husband, Bertie could no longer live as the drone. Also,
Bertie would be required to maintain a stronger sense of
self-determination as a husband and as step-father to the
young John Bold than he perhaps desires. But the most
I~
significant reason against marriage is the prospect of
marriage to one who is equally, if not more, self-negating.
A marriage between Bertie and Eleanor -- two extremely self-
negating individuals -- would satisfy neither of their
needs/desire and would most likely end in a sort of
ontological collapse. Recognizing this, Bertie is able to
declare that marriage to Eleanor would be too great a
sacrifice.
Eleanor, on the other hand, follows to a great extent
the same pattern she had established in her reaction to
Slope. Angered at being made a sacrifice "for the Stanhope
family welfare," Eleanor "burst out into a flood of tears"
and declares her desire to be alone (II 170-71). While
Eleanor's reaction to the Stanhope marriage plot lacks the
violence with which she reacted to Slope, it is, as a matter
of fact, in line with Bertie's false proposal. Bertie is
(35 )
not entirely responsible for the marriage scheme; while,
Eleanor should be venting her anger at Charlotte, Charlotte
is not present, so Eleanor must hold her wrath. In a final
act of anger, Eleanor precipitously ends the intimacy she
has developed with the Stanhopes.
In both episodes, Eleanor has demonstrated the
mechanism for maintaining a sense of self-autonomy when
outside forces aspire to demand too much of her: when pushed
to her limit, Eleanor responds -- either physically or
emotionally -- and withdraws from the scene. Although she
is a self-sacrificing character in Barchester Towers,
Eleanor proves herself capable of defending her self from
the fusional demands that members of society attempt to
force upon her. She is, in fact, rendered somewhat powerful
by this method of defense: she is not only able to remain
emotionally autonomous to those who try to manipulate her,
she is also able to keep the citizens of Barchester at bay
regarding the issue of her re-marriage. However, her
relationship with Arabin follows a different pattern; from
the beginning, the relationship is more compatible than the
other two, and her final decision to accept Arabin as her
lover comes about not by his asking or plotting, but by her
authority.
It is on a tour of st. Ewold's parsonage to welcome the
newcomer Arabin that the two are introduced. They begin
their relationship on rather feisty grounds. Early on,
(36)
their conversations are debates on t~e myth of st. Ewold's
priestess and on the endless clerical feuds that plague all
'church parishes and Barchester in particular. Although
Arabin differs in opinion from her, Eleanor discerns a
certain uniqueness in the discussions:
She had been used all her life to listen to
clerical discussion: but the points at issue
between the disputants had so seldom been of more
than temporal significance as to have left on her
mind no feeling of reverence for such sUbjects.
There had always been a hard worldly leaven of the
love of either income or of power in the strains
she had heard: there had been no panting for the
truth: no aspirations after religious purity. It
had always been taken for granted by those around
her that they were indubitably right, that there
was no ground for doubt, that the hard uphill work
of ascertaining what the duty of a clergYman
should be had been already accomplished in full;
and that what remained for an active militant
person to do, was to hold his own against all
comers. ( I 205)
The "earnestness" that Eleanor finds in Arabin's speech is
the very element that is and has been lacking in the speech
of other Barchester clerics, including, Eleanor notes, her
father's (I 205). This earnestness defines itself as a an
uncertainty, a struggle between the social construct of the
ideal clergy and the need for conflict to exist within the
church in order for the church to maintain its status as an
institution of ordinary human beings.
The only way to avoid scandals and contentions among
the clergy, Arabin surmises, would be to acknowledge the
improbable and undesirable premise that the "common head of
our church . . on all points of doctrine shall be
(37)
authoritative" (I 204). In an impassioned plea, Arabin
advises Eleanor of the conflict:
The outer world, though it constantly reviles us
for our human infirmities, and throws in our teeth
the fact that being clergymen we are still no more
than men, demands of us that we should do our work
with godlike perfection. There is nothing godlike
about us; we differ from each other with the
acerbity common to man -- we triumph over each
other with human frailty -- we allow differences
on sUbjects of divine origin to produce among us
antipathies and enmities which are anything but
divine. This is all true. But what would you have
in place of it? ." (I 205)
The tension Arabin explicates in this speech -- the societal
pressures to serve as the idealized, constant person, and
the need to renounce that idealization -- is the tension
which Arabin has been wrestling with all his life (I 205).
Arabin is introduced into Barchester Towers as a good
worker, for whom, according to the narrator, the credo
"Labor omnia vincit improbus" ("Constant work conquers all
things") is appropriate (I 186). The narrator first
describes Arabin was a mild and austere student, a poet who
is good enough to take a gold medal at Winchester, and to be
applauded by others as "another name to the imperishable
list of English poets" (I 187). Implied in this description
is the image that Arabin is one who is somewhat creative,
yet fully adept at the careful restraint appropriate within
the circles of the landed gentry. Yet within this social
circle, Arabin does not hold a prominent status. He is, the
narrator explains, "not studious within the prescribed
limits" (1 187). Even his position in the "imperishable
(38)
list of English poets" is too broad to hold much renown (I
187). Arabin at this point demonstrates himself as the
common man who placidly lives out his life, seemingly
without the desire or need to assert himself.
But undermining the stability of his self-restrained
manner is a more volatile pull. After joining Balliol's
debate society, Arabin begins to find a satisfaction in
reducing "the arguments of his opponents to an absurdity,
and conquer both by wit and reason" (I 187). His exercise
in reducing opponents in his debating society may be read as
the component of "human frailty" (I 205). considering the
destructive, assaulting aspect of these debates, they become
a means of disrupting the stability provided by the
idealized persona.
Arabin's support of the then radical religious views
endorsed by John Newman and the Tractarian scholars at
Oxford may also be characterized as a means of undermining
the socially idealized role. Arabin becomes the movement's
verbal lobbyist, championing the cause through speeches and
verses, "scintillated [with] the brightest sparks of his
quiet wit" (I 188). Devoted to the "polemics and politics"
of the cause, Arabin's commitment is tested only when Newman
"confess[es] himself a Roman Catholic" (I 188). No longer
can Arabin act as defender or champion. He must now submit
to the authority of the church, and confine himself to the
new roles imposed upon him. Choosing not to emulate Ne\~an's
(39)
conversion to Roman Catholicism, Arabin withdraws briefly to
commune "with his own soul" (I 189).
Using the terms that designate church-related concepts,
Arabin is able to examine the conflicting desires comprising
the self during his self-imposed exile. For Arabin, the
Roman Catholic tradition of abstinence and "solemn fasts"
created the ambience that seemed to abate religious doubt;
the religious ceremonies, which "invited [Arabin's]
imagination and pleased his eye," apparently serve as an
outlet through which to celebrate and reaffirm the practice
of self-denial. But traditional denial proves too extreme
for Arabin. Despite the allurement of "forsaking everything
for a true church," Arabin concludes that "all his worldly
interests required him to remain a Protestant" (I 189).
In terms of Kucich's field of the self, Arabin is
seemingly defining the conflict between the desire for self-
negation, illustrated in his desire for the Roman Catholic
tradition of abstinence, and the desire for self-promotion,
represented in his desire for the "worldly interests"
offered by the Church of England. It is a tension which
Arabin contends with throughout much of the novel. For
example, after professing his commitment to the Church of
England, Arabin returns to the University, "saturnine, [and]
silent"; but soon he asserts himself as the voice of
Anglican morality, taking up "the cudgels in opposition to
anything that savored an evangelical bearing" (I 191). To a
(40)
certain extent, Arabin's fluctuation between the desire for
self-negation and the desire for self-promotion is even
reflected in his attitude towards women, his abstinence a
remnant of his flirtations with the Roman Catholic church.
Eleanor and Arabin are presumably suited to each other
in the moderacy of their self-negation and self-
preservation. Both Slope and Bertie Stanhope are too extreme
for Eleanor's desire for self-negation. A union with either
of them would leave Eleanor in precarious hands. Although
Arabin remains in conflict with his self, it is a conflict
which will not consume Eleanor. with Arabin, Eleanor is
able to achieve a certain safety from an undesired fusion.
In the attempts made by Slope and Bertie, Eleanor is forced
into compliance; with Arabin, it is she who can dictate the
premises of their union.
Eleanor's assistant in bringing about her union with
Arabin is a most unlikely candidate, Madeline Stanhope
Neroni. She is the most unlikely primarily because she is
surrounded by images of destruction. Her elopement with a
papal captain with a "harsh temper" proves disastrous.
Madeline is immersed in a violent life, which ends with her
return to her family, destitute and crippled. Perhaps
because of these circumstances, Madeline re-invents herself
as one who, through her beguiling manner, undermines the
continuum of life in Barchester, with the exception of the
Arabin-Bold union.
( 41)
During Eleanor's visit to Madeline, Madeline verbally
confronts, in fact almost assaults, Eleanor with the reality
of Arabin's love for Eleanor and forces Eleanor to confront
her own feelings for Arabin:
"Do you love him, love him with all your heart and
soul, with all the love your bosom can feel? For
I can tell you that he loves you, adores you,
worships you" thinks of you and nothing else, is
now thinking of you as he attempts to write his
sermon for next Sunday's preaching. What would I
not give to be loved in such a way by such a
man . . " (II 206)
Although Eleanor realizes her love for Arabin, she has
maintained a certain distance from him. She, again, holds
up her "p;oud spirit" between herself and her prospective
lover, and again, as with her acceptance of Bold, Eleanor
places a condition upon her acceptance of Arabin, stating
that he must "put such a question to her as that suggested,
her 'yea' should be 'yea'" (II 207). But when the actual
acceptance scene occurs, the question is not asked by either
by Arabin or Eleanor.
While Eleanor's acceptance may be read as yet another
sign of her weakness -- a simple submission to Arabin -- she
clearly possesses some authority over the situation. She
refuses to accept until "she was sure that she was loved"
(II 234). Like Bold, Arabin must first offer his love, in a
sense promise -his allegiance, to Eleanor, before she
entrusts her love to him:
He took the hand that had so gently touched his
arm, and then gazed into her face as if he would
peruse there, as though written in a book, the
(42)
whole future destiny of his life • . There was
now that sympathy between them which hardly
admitted of individual motion. They were one and
the same, -- one flesh, -- one spirit, -- one
life. (II 234-35)
with the union achieved, Eleanor w;i.thdraws, feeling "too
happy to remain" (II 235). Her withdrawal here differs
dramatically from those with her other suitors: it is not a
form of escape from danger, but almost a means of preserving
the moment of union. Once the union is determined, Eleanor
can ~afely submit to the self-negating tendencies so often
associated with her:
She idolised, almost worshipped this man who has
so meekly begged her pardon. And now he was her
own . And she smiled with joy as she
thought of all the comforts she would give him;
not that he cared for comforts, but that it would
be so delicious for her to give. (II 236)
Marriage to Arabin gives her a safe harbor, and, as we are
told at the end of the novel, a socially prominent and
powerful position in the community of Barchester. In a
sense, Eleanor becomes the "priestess" of which Harding
spoke while touring st. Ewold's, but this time she becomes
priestess of the whole Barchester community. Unlike the
Eleanor of The Warden or even the early chapters of
Barchester Towers, Eleanor Arabin, wife of the new Dean of
Barchester, can be "outspoken on doctrinal issues" and still
be guaranteed a sense of protection. Marriage to Arabin
allows the means for continued self-negation, and an outlet
for a verbal assertiveness.
In The Warden, Eleanor's conscious manipUlation of self
(43)




different perspectives of her. Although she remains on the
periphery in Glencora's world, Alice behaves according to a
radically different standard than the one she lives out in
her own life. Alice strives to steer Glencora away from
Fitzgerald -- the destructive force, similar to George in
Alice's plot -- driving Glencora away from the security of
life with Plantagenet, and maneuvers her into the socially
correct pattern of life. For Alice, Glencora's desires to
run away with Fitzgerald are childish romantic ideals.
are an honest wife," Alice reminds Glencora (I 285).
"You
Alice's socially cautious opinions regarding Glencora
are labeled by the narrator as being "perfectly
clearsighted," compared to Alice's own socially reckless
behavior (I 285). Alice's fear for Glencora's situation
should she elope with Fitzgerald is explained in an extreme,
despondent tone:
[Alice] saw nothing but absolute ruin, ruin of the
worst and most intolerable description, in the
plan which Lady Glencora seemed to have formed.
To her it was black as the depths of hell .
(I 290)
But in her own life, Alice seemingly steers towards the
"ruin" from which she tries to save Glencora. Alice, though
living through what is being displayed before her through
Glencora's actions, cannot relate to Glencora's desire for
self-negation to her own desires. She is only able to
understand Glencora through the lens of a socially set
pattern of behavior.
(48)
Keeping the focus on Alice and her own radical
behavior, we see that she revolves in a state of selfhood
that is never fixed. At the time the novel opens, Alice is
engaged to John Grey, a well-respected gentleman "of high
character [and] of good though moderate means ll (I l4). Her
connection with Grey seemingly provides her with what is
most absent from Alice's life: calmness and peaceful
solidity. Yet behind Grey's smooth facade of
gentlemanliness is a character who bases his self on a mode
of imposition. Adopting and manipulating the image of the
acquiescent gentleman, as we shall see shortly, Grey is no
less domineering than the "wild Man ll George Vavasor, Alice's
cousin and former fiance (I 34).
As an act of self-preservation, Alice's move to reject
Grey is a response to his movement to dominate Alice. While
Alice asserts that Grey "will not ask for obedience," Grey
in fact does, and moreover, he does so through the
manipulation of the self-effacing guise of the landed
gentleman (I l7). Grey meticulously outlines his philosophy
of servility as one which demands that
[a man] should be an upper servant, with the
privilege of sitting at the same table with his
mistress. [A]s to myself, it is just the thing I
was made for. (II 2l)
Certainly, Grey carefully follows his philosophy, showering
Alice with lavish, indulgent gestures. In actions such as
preparing the house in Cambridgeshire, Grey is totally
obsequious to Alice, reassuring her in a letter that her
(49)
"commands have been obeyed in all things" (II 22).
Grey, however, is able to secure control over Alice
with such subservient behavior. In return for following all
her "commands," Grey writes that Alice is expected to
expedite her arrival to Nethercoats,
to her flowers, and to her fruits, and to her
house and to her husband as soon as may be, with
no more delays which are to me so grievous, and
which seem to me to be so unnecessary. (I 22)
Even Alice notices that under Grey's constant yielding is an
effort to assume total authority over her. According to
Alice:
[Grey] spoke of their engagement as though it were
a betrothal, as betrothals used to be of yore; as
though they were already in some sort married.
Such betrothals are not made. There still
remained, both to him and to her, a certain
liberty of extricating themselves from this
engagement. (I 24)
Although Alice concedes Grey's generosity, noting that
"no man could be more gracious in word and manner than John
Grey," she also notes that he "spoke and acted as though
there could be no question that his manner of life was to be
adopted, without a word or thought of doubting, by his wife"
(I 34): His desire for control over Alice is so profound
that even after Alice breaks their engagement, Grey refuses
to "allow a word coming from her in such a way to disturb
arrangements for the happiness of their joint lives" (I
116). He even dismisses Alice's change of mind as simply a
"melancholy malady" (I 116).
As Grey solidifies his control over her, Alice begins
(50 )
to undermine her union with him. Alice questions her own
worth in the union, declaring that she "has assumed herself
to be mistress of virtues which she did not possess" (I 54).
Alice's move towards self-deprecation satisfies two needs:
first, it allows her to preserve a sense of self by
allotting her the means to retreat from Grey's stronghold,
and secondly, it allows her to preserve the need for
negation.
The idea of being unworthy is, in part, suggested by
George. Yet it is her desire for self-negation that first
plants and then nurtures the idea:
What her cousin was now telling her -- was it not
a repetition of words which she had spoken to
herself hundreds of times during the last two
months? Was she not telling herself daily, --
hourly, -- always, -- in every thought of her
life, that in accepting Mr. Grey she assumed
herself to be mistress of virtues which she did
not possess? (I 54)
By turning away from the socially comfortable prospects
offered by Grey and by re-associating herself with George,
Alice is taking on a more radical means to fulfill her
desire for self-negation. In simplistic terms, Alice cites
a need for "action" as one reason for breaking with Grey
(I 110). Grey's lack of action, seen by Alice as his lack
of "politics," makes Alice further vigilant against the
"desolate calmness of Cambridgeshire" -- Grey's country home
(I Ill). The narrator asserts that Alice "would have liked,
I think, to have been the wife of the leader of a Radical
opposition . . She would have carried [correspondence]
(51 )
to him in her stays" (I 110). The example, though
improbable, illustrates Alice's association of "action" with
a risk-taking, self-endangering act that leans towards self-
destructive behavior. At this point in the novel, Alice
believes that George is the one who can provide for her the
"action" she longs for and the means of satisfying the
extreme desire for self-negation.
George, in fact, is a fitting source to satisfy Alice's
desire for self-eradication. Next to the notably
psychologically twisted male characters in Trollope's later
fiction, such as the obsessively paranoid Louis Trevelyan
from He Knew She Was Right and the blindly jealous George
Western from Kept in the Dark, George is perhaps one of the
most reckless characters in Trollope's fiction. Grandson
and heir to "old Squire" Vavasor, George parasitically
survives by pilfering money from his grandfather's estate to
support failing business prospects and political ventures.
He is further described as being instinctively wild, and
possessing "a naturally aggressive temperament" (Nardin
137; emphasis added).
In a reflection of this wild side, George maintains
three residences, each representative of George's disturbed
psyche. The public dwelling is a larger home in
OXfordshire, an estate of which "he did sometimes speak" (I
121). In this estate, George deals among political
acquaintances for horses kept in Oxfordshire. This public
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home serves George both socially and financially, as he
moves about the public sphere. The second home is described
as a "private retreat" on Cecil street, so private "that but
few of his friends knew where he lived (I 120). In its
plainness and privacy, the residence on Cecil street
demonstrates George's need to retreat from the public sphere
and the material excesses that may be associated with it.
The third residence is not named; the narrator asks that it
remain "nameless" (I 121). It is "hidden from the world's
eye" (I 121). The unnamed home provides us with the most
menacing aspects of George: the mysterious, most reclusive
element of self. The inability to name the home gives it an
almost violent quality, as it renders the narrator
speechless. 18 The residences symbolize the three facets of
George's self: the pUblic side aggrandized and well-adorned;
the plain, stripped part which serves as a retreat from the
public life; and the mysterious, seemingly dangerous
quality, which cannot be spoken.
Although "he would not generally be called ugly,"
physically, George is the image of a destructive, all-
consuming self. The scar on George's left cheek, "a black
ravine," appears to overtake his face (I 41). As he
contorts his face, we are told, the scar would "as it were,
stretch itself out, revealing all its horrors, and his
countenance would become all scar" (I 41). Symbolically,
the scarred area on his face remains barren, allowing "no
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whiskers . • to come sUfficiently forward to be of
service" (I 41). The scar seems to take on a life of its,
own, creating the illusion of a crater in his face during
George's moments of rage -- a hole that, according to
George's grandfather, would simply "'gape at me'" (I 41).
Associated further with the bestial "satyr" (I 64) and the
"brute" (II 140), George is explicitly drafted as the self-
destructive persona.
During his relationship with Alice, George heightens
her desire for self-negation, as he undertakes to strip her
of her fortune in order to finance his political ventures.
This move, though discouraged by George's sister, Kate, and
Alice's father, is actually welcomed and encouraged by
Alice. For Alice, dispensing of her inheritance is a means
of releasing her from the very object which makes her
attractive and valuable in society:
"[T]here is a great deal of false feeling about
this matter of money in marriage, -- or rather,
perhaps, a great deal of pretended feeling. Why
should I be angry with a man for wishing to get
that for which every man is struggling? At this
point of George's career the use of money is
essential to him. He could not marry without it ...
(II 354)
On one level, as an element of extravagance, Alice's money
is a great weight. It becomes a symbol of excess, an
affirmation of Alice's role in Lady Macleod's world.
By disposing of this physical excess, Alice would be able to
not only satisfy her desire for self-negation, but also to
(54)
sever her link to the aristocratic circle. Such needs could
not be fulfilled with Grey, because he would, in all
likelihood, reject her money; there is, however, no question
as to George's acceptance, since he has already proven to be
a parasite. By choosing George, Alice is able to secure and
heighten her movement toward self-violence while divesting
herself of the perceived extravagance.
But Alice's plan is thwarted by Grey. Along with
Alice's father and George's banker, Grey channels his own
money to George. It is Grey who finances George's political
ventures. As earlier, Grey, again, maneuvers under the
facade of the gentlemen to gain control over Alice's life.
Alice's desire for self-negation is soon completely
compromised in her relationship with George. At first,
George's imposition upon Alice is displayed as affection.
George's affections, ~owever, soon take on a more menacing
character, developing into a physical threat of domination,
far beyond any movement threatened by Grey. George's
physical overtaking actually begins before Alice officially
resumes their relationship:
As he went he took her hand and pressed it closely
between his own. . He had not been given to
many kisses, -- not even to many words of love.
But he would take her hand and hold it, even as he
looked away from her. . There had been days
when she had loved to feel that her own was with
it [his hand]. . Now she distrusted it; and as
the thoughts of the old days came upon her, and
the remembrance of that touch was recalled, she
drew her hand away rapidly. (II 149)
Once engaged to Alice, George begins his invasion in full
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force. Despite his access to and most certain need for
Alice's money, George declares he "nevertheless.
desired something more" (I 363). His reproaches are at
first mild comments reprimanding Alice for holding back the
affections he believes he rightly deserves as her fiance:
"After all that has passed, all your old
protestations, all my repentance, and your proffer
of forgiveness, you should have received me with
open arms. I suppose I may go now, and feel that
I have been kicked out of your house "like a dog."
(I 365-66)
The physical submission George demands of Alice is a
definite movement towards fusion that Alice refuses. The
very idea of SUbmitting is repulsive to her:
Was she to give herself bodily, body and soul,
as she said aloud in her solitary agony, -- to a
man whom she did not love? Must she submit to his
caresses, -- lie on his bosom, -- turn herself
warmly to his kisses? "No," she said, "no; -- it
was not in my bargain; I never meant it.". . She
would fight his battles with her money, with her
words, with her sYmpathy. She would sit with him
if he needed it, and speak to him by the hour.
His disgrace would be her disgrace; -- and his
glory her glory; his pursuits her pursuits. Was
not that the marriage to which she had consented?
But he had come to her and asked her for a kiss,
and she had shuddered before him, when he made the
demand. (I 383)
George's actual attempt at physical imposition drives Alice
to leave him. In a letter she writes to Kate, Alice
describes her last meeting with George, during which she is
physically threatened. Having described Grey's scheme to
preserve Alice's money, George confronts Alice in "great
anger":
"
. I was unable to move. Then he spoke very
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loud, and swore at me again. .. I was SO
frightened that I thought of running to the door
to escape, and I would have done so had I not
distrusted my own power. • I believe that I
was now crying, -- at any rate I threw myself back
and covered my face with my hands. Then he came
and sat by me, and took hold of my arms~. . He
took his mouth close to my ear, and said words
which were terrible, though I did not understand
them. I do not know what he said, but he was
threatening me with his anger if I did not obey
him. (II 142)
Although she considers her breaking with Grey a
tragedy, a "fall from heaven" (I 149), Alice remains distant
from Grey, contentedly swallowed up in the "punishment" she
so willingly accepts (II 221). Despite offers from Grey,
Alice keeps her-distance. Alice perceives herself to be
"'disgraced'" and one who would certainly bring disgrace to
Grey "'after what I have done'" (II 314). Again, Alice
moves towards self-negation as a means of punishing herself:
"'I can not forgive myself,'" she explains to Grey.
"'Indeed I know now, as I have known all along, that I am
not fit to be your wife. I am not good enough'" (II 314).
Her distancing from Grey may be seen as a way for Alice to
allow herself more time from marriage to Grey. The
separation may be seen as time of recuperation from the
physical harm that George threatened. Alice may not be
willing to engage in a potentially fusional relationship
one which would demand the whole surrender of the self --
after her disastrous relatio~ship with George. By denying
herself the pleasures and securities of society, Alice is in
fact preserving the just-shaken self from another potential
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threat. Through self-negation, Alice is able to achieve the
separation from society and to secure her position as a
negating self before committing ~erself to Grey.
In the seclusion and monastic environment of the
Cloisters in Lucerne, Alice is able to accept a union with
Grey. Plagued by his persistence, Alice "had no choice but
to yield, to be happy" (II 355). Her acceptance
carries with it a sense of defeat because Alice sees it as a
resolution to her punishment:
He was so imperious in his tranquility, he argued
his question of such love with a manifest
preponderance of right on his side, that she had
always felt that to yield to him would be to
confess the omnipotence of his power. She knew
now that she must yield to him, -- that his power
over her was omnipotent. She was pressed by the
judge, -- so pressed that she acknowledged to
herself silently that any further antagonism to
him was impossible. . "You win everything --
always," she said . (II 356)
Though she defeatedly accepts Grey, Alice refuses to forgive
herself. She remains "very much afraid" of Grey and forces
herself into servitude (II 401). "[T]here was nothing left
for her," the narrator explains, "but to do as others
wished" (II 401). Her wedding and, in fact, her whole life
become a continuation of a punishment. The material
extravagance involved in planning the wedding, to be held in
the Palliser home, Matching, becomes penance for Alice, one
she felt "that she deserved." Throughout the planning,
Alice proceeds "with a sundry inward exclamations of 'mea
cUlpa,' and with unseen beatings of the breast" (II 409).
(58)
In the end, the narrator's request that we forgive her
is seemingly a move for immediate closure -- a means of
providing Alice that which she cannot give herself. By
providing the forgiveness that Alice can not provide for
herself the narrator and reader secure an organized ending
to the Alice plot: Alice is now content and, with regard to
the movement of her self, seemingly stable. Undermining the
need for immediate closure is perhaps the possibility of
continued instability on Alice's part. Only outside
sources -- the narrator and the reader -- can provide the
forgiveness; the closure to the Alice plot.
Alice's vacillation between the two men is often
regarded as an adolescent indecisiveness, proof that she
lacks an understanding of "what it is she wants" (Barickman,
et. al., 215) .19 Kincaid offers another view. According to
Kincaid, Alice's changes of mind suggest her need to "test
the conditions and the extent of her freedom. [the need]
to demonstrate she is human" ("Novels" 185). But in the
definitions and concepts of repression and the self traced
by Kucich, Alice, by choosing George, has defined her need
for action as a more violent form of self-negation. George
is able to satisfy her need for extreme "action" (I 110).
With George, however, the boundaries of self-negation and
self-autonomy are physically disrupted. In returning to
Grey, Alice is able to fulfill her desire for self-negation
in a less physically threatening environment, maintaining a
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semblance of self-autonomy. But, is Alice at last satisfied
by the conclusion of the novel? Perhaps not. The
narrator's swift move to forgive her and plead for the
reader to forgive her suggests that Alice, with a self that
has existed by an unfixed, fluctuated state, may need to
move towards a more extreme source of self.
(60)
Conclusion
John Kucich's theory of repression provides a framework
in which negation can be considered a valid and essential
component of sUbjectivity. Self-negation becomes a
conscious movement in Kucich's theory, giving it a more
concrete and definitive presence than the traditional
Freudian notion of unconscious repression. Interpreted
within Kucich's frame of desire and self-negation, both
Eleanor Harding and Alice Vavasor can be freed of the
negative criticism with which their characters have been
burdened.
Dismissing Eleanor as a tedious character or as a
failed character as many critics have done, we are unable to
answer for her success at the conclusions of both The Warden
and Barchester Towers. In The Warden, Eleanor is actually
able to achieve a settlement of the conflict between Bold
and her father before the other members in community. She
carefully manipulates the role of the self-sacrificing
Iphigenia to achieve the withdrawal of John Bold's
accusations against the hospital, and to maintain the
semblance of the self-negating daughter. She is able to
save her father from further embarrassment, save Bold from
ruining the prospects of a union with her, and lastly, save
herself from being overlooked as a influential force in
Barchester.
In Barchester Towers, Eleanor is able to maneuver her
(61)
way around the contrivances of unsuitable lovers. She
cautiously defends herself from the Rev. Slope and Bertie
Stanhope as they attempt to woo her. She develops a pattern
of self-negation, -assertion, and -withdrawal, which
protects her and allows her control in situations where she
may fall victim. Her final choice of Arabin as lover and
husband fulfills the needs of self-negation without the
threat of absolute self-destruction. In the end, Eleanor as
"priestess" of Barchester emerges as a more powerful woman
than the Eleanor of The Warden.
Alice's self-negation works in more destructive
displays. Her sudden and seemingly irrational changes of
mind become in Kucich's scheme of self-negation, deliberate
bids to place herself in a relationship conducive to her
self-negation, but also protecting of her self. Despite her
attempts to save Glencora from such violent behavior, Alice
cannot save herself from such extremes.
Kucich's theory enlightens the extreme behavior of
Eleanor and Alice. It allots their behavior -- previously
seen as unreasonable and frivolous -- reason and order.
Behavior, labeled as weak and sentimental by many critics,
can be read as purposeful. Eleanor gains access to a social
conflict in The Warden and control in Barchester Towers.
Alice's changes of mind no longer suggest indecisiveness,
but a valid and deliberate movement. For both Eleanor and
Alice, self-negation is a means through which they can
(62)
maintain autonomy and maintain their own authority over
self.
o
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Notes
1 Quoted from David Skilton, Anthony Trollope and His
Contemporaries (New York: st. Martin's, 1972) 32.
2 Two studies on this issue are Christopher Herbert,
"Anthony Trollope and the Fixity of Self," Publications of
the Modern Language Association 93 (1987): 228-239; William
Overton, "Self and Society in Trollope," English Language
History 45 (1979): 285-302.
3 A few studies that discuss Eleanor Harding and Alice
Vavasor, the two Trollope heroines who will be discussed,
are: David Aitkens, "Anthony Trollope on 'the Genus Girl,'"
Nineteenth Century Fiction 29 (1974): 417-34; Ruth
apRoberts, "Trollope and the Zeitgeist," Nineteenth Century
Fiction 37 (1982): 259-71; William Cadbury, "Character and
Mock Heroic in Barchester Towers," Texas Studies in Language
and Literature 26 (1964): 507-19; David R. Eastwood,
"Trollope and Romanticism," victorian Newsletter 52 (1989):
1-5; Janet Emmerich, Trollope and His Perception of
Character and the Traumatic Experience (Washington, DC: UP
of America, 1980); Elizabeth Epperley, Patterns of
Repetition in Trollope (Washington DC: Catholic UP, 1989):
14-45; James Kincaid, The Novels of Anthony Trollope
(Oxford: Clarendon, 1977); John C. Kleis, "Passion vs.
Prudence: Theme and Technique in Trollope's Palliser
Novels," Texas Studies in Language and Literature 11 (1970):
1405-1414; George Levine, "Can You Forgive Him? Trollope's
Can You Forgive Her? and The Myth of Realism," Victorian
Studies 18 (1974): 603-618; Juliet McMaster, Trollope's
Palliser Novels (OXford: Oxford UP, 1978) 20-37; Deborah
Morse Denenholz Women in Trollope's Palliser Novels (Ann
Arbor: University Microfilms, 1987) 7-38; Jane Nardin,
"Conservative Comedy and.the Women of Barchester," Studies
in the Novel 18 (1986): 381-94; --, He Knew He Was Right:
The Independent of Anthony Trollope (Illinois: Southern
Illinois UP, 1990); Gay Sibley, "The Spectrum of Taste in
Barchester Towers," Studies in the Novel 17 (1985): 38-52;
Rajiva Wijesinha, The Androgynous Trollope (Washington, DC:
U of America P, 1982).
For a stUdy of the other female characters in the
Barsetshire or Palliser novels, see McMaster, Wijesinha,
Charles Blinderman, liThe servility of Dependence: The Dark
Lady In Trollope," Images of Women in Fiction: Feminist
Perspectives ed. Susan Koppelman cornillion (BOWling Green:
BOWling Green U Popular P, 1972) 55-67; Philip COllins,
"Business and Bosom: Some Trollopian Concerns," Nineteenth
Century Fiction 37 (1982): 293-315; Judith weissman, "'Old
Maids Have Friends': The Unmarried Heroines of Trollope's
Barsetshire Novels," ''1oman and Literature 5 (1977): 15-25.
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4 The most current feminist reading of Trollope,
specifically of Trollope's women, is Jane Nardin's He Knew
She Was Right: The Independent Women in Trollope's Novels
(Carbondale: Southern Illinois UP, 1989). Nardin concludes
that Eleanor succeeds in living the myth of the "angel in
the house,1I but fails in her attempts to overreach the myth.
According to Nardin, Alice is suffocated by "the code of
feminine behavior [that] allows her [an] insufficient scope
to express her feelings or to pursue her aims" (131). In
both cases, the characters are read as not fUlfilling any
form of desire and as being deficient or failed characters.
5 Auerbach's earlier study, Woman and the Demon
(cambridge: Harvard UP, 1982) analyzes specifically the
workings of the female psyche and repression. According to
Auerbach, a "revolutionary ardor" and "dangerous mobility"
are inherent in the woman otherwise read as the angel in the
house. "The social restrictions that crippled woman's
lives," writes Auerbach, "the physical weakness wished on
them, were fearful attempts to exorcise a mysterious
strength" (8).
6 Kucich uses Freud's theory of the libido as it is
outlined in Freud's Beyond the Pleasure Principle (New York:
Norton, 1990); Kucich's reference to Bataille is from
Bataille's Death and Sensuality: A Study of Eroticism and
the Taboo trans. Mary Dalewood (New York: Walker, 1962).
7 Walpole's study came on the heels of Michael
Sadlier's Trollope: A Commentary, a regarded by many as the
first significant book' in the twentieth century to re-ignite
interests in Trollope. Although he provides some commentary
on the major Trollope novels, Sadlier's primary concern is
with the publishing/editing history of Trollope's novels.
8 Some self-denying characters, it will be conceded,
have come within inches of being canonized. For example,
Harding, with his self-denying manners, has achieved an
untouchable, idealized status as an exemplar of human
virtues in the works of such critics as James Kincaid, and
Bradford Booth.
9 Critics who do so include Bradford Booth, Anthony
Trollope: Aspects of His Life And His Art (Bloomington: U of
Indiana P, 1958).
10 By extension one may assume -- though one may be
wary at making the assumption -- that Aitkens exempts all of
Trollope's characters, not just women, from a conscious
development of self, even though he only addresses women in
his article.
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11 Michael Sadlier is perhaps one of the earliest
critics to associate Trollope with a similar sentiment.
According to Sadlier, Trollope "regarded private persons
with a friendly optimism but society with cynical distrust"
(153) .
12 The two studies on the issue are Christopher
Herbert, "Anthony Trollope and the Fixity of Self,"
Publications of the Modern Language Association 93 (1987):
228-39, and William Overton, "Self and Society in Trollope,"
English Language History 45 (1979): 285-302.
Herbert's study concentrates on the notion of a "fixed
self" in Trollope's works (230). According to Herbert, "any
attempt to run counter to [the] "fixed instincts or
principles that form the matrix of one's identity [is
potentially tragic] . "(232). Overton's stUdy, which
analyzes what he calls the "dangers of egoism unbridled" in
Trollope's works, ignores many of Trollope's major works,
including Barchester Towers and Can You Forgive Her? (287)
13 Two studies of the classical illusions are: William
Cadbury, "Character and Mock Heroics in Barchester Towers,"
Texas Studies in Language and Literature 26 (1964): 507-19,
and Elizabeth Epperley, Repetition in Anthony Trollope (New
York: st. Martin's, 1989). Few critics thoroughly discuss
the allusion to Iphigenia in other than comedic terms;
Cadbury and Epperley (see note 10) refer to the allusion,
and Robert Tracy in "Lana Medicata Fuco: Trollope's
Classicism" Trollope Centenary Essays, ed. John Halperin
(New York: st. Martin's, 1982), very briefly mentions the
allusion, but does not fully discuss it.
14 Regarding the myth of Iphigenia, the traditional
version ends with Iphigenia's sacrifice; the play Iphigenia
in Aulis, begun by Euripides, was left unfinished when he
died; an ending in which Iphigenia is saved by Artemis and a
deer corpse is substituted for the sacrifice, is an
interpolation by Euripides's son. Other versions of the
play include Iphigenia in Tauris, also by Euripides, in
which Iphigenia is transported to the isle of Tauris by
Artemis and made a priestess.
15 See note 1 for a brief list of leading studies on
Eleanor.
16 Robert Polhemus is one critic who has perpetuated
the dismissal of the Alice plot. Alice, according to
Polhemus, spoils the novel by including Alice's marriage
woes: "He simply failed to resolve and integrate the
shallow-minded, idealistic notions of nineteenth century
love and marriage which he set down in the Vavasor-Grey
(66)
scenes, with the sophisticated interpretation of the
Pallisers" (102).
17 All quotations from the Oxford Classics edition
(Oxford: Oxford UP, 1982).
18 The idea of the violent nature of silence is
borrowed from Sandford Budick and Wolfgang Iser, Languages
of the Unsayable: The Play of Negativity in Literature and
Literary Theory. (New York: Columbia UP, 1989).
19 The Barickman, MacDonald and Stack study (Corrupt
Relations: Dickens, Thackeray, Trollope and the Victorian
sexual System [New York: Columbia UP, 1982]), places Alice
in the inconclusive role of one who is "trying to change her
roles" (209) in the traditional domestic structure, but who
nevertheless, in what can be considered a traditional
necessity for the traditional female, tries to "live
vicariously, attaching [herself] to a male figure who [she]
can gain excitement and purpose in life" (212). Their
study, " though an interesting attempt to apply a simple
feminist perspective on some of Trollope's novels, seems to
lack a conclusive focus.
(67)
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